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Spanish Art Tomorrow is an exhibition comprised of 89 
paintings and sculptures by young, contemporary artists of 
Spain. It was organized under the supervision of Luis 
Gonzalez-Robles and sponsored by the U.S. — Spanish 
Joint Committee for Educational and Cultural Affairs. Its 
purpose is to show American audiences the variety of 
styles and modes which currently interest the new 
generation of Spanish artists. It is a great pleasure for the 
Corcoran's Board of Trustees to welcome this exhibition, 
particularly on the occasion of the visit of Their Majesties 
King Juan Carlos I and Queen Sofia of Spain to America. 
We are grateful to Ambassador and Mrs. Jose Llado for 
their gracious assistance in making this showing possible 
at this time. We sincerely hope that these paintings and 
sculptures will stimulate a great interest in contemporary 
Spanish culture here in the United States. 


David Lloyd Kreeger 
President 
Board of Trustees 
Corcoran Gallery of Art 
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The SPANISH ART TOMORROW Exhibition 


The purpose of this exhibition is to offer as 
complete as possible a panorama of the aesthetic 
trends which presently inspire young Spanish 
painters, in search of new forms of plastic expression 
precisely at a time when disparate "isms" and 
tendencies abound. 

Before embarking on an analysis of the art created 
by these young Spanish artists, it is necessary to 
briefly consider some of the determining aspects 
which have contributed to the formation of that special 
character which has distinguished Spanish art 
throughout the ages and which, fortunately, is still 
alive in the subconscious of today's artist imbued with 
new concepts of plastic expression, themselves the 
fruits of current experiences and research. 

The process of Spanish painting throughout its 
history has always been characterized by a vigorous 
expressiveness, as well as by a special delight in the 
treatment of portraiture from which they have been 
able to extract infinite qualities, using those tones so 
cultivated by Velazquez. Both characteristics have had 
such influence that they must be considered as 
common denominators for all Spanish art. 

We can observe these expressive constants as far 
back as the Middle Ages with the dramatic 
Romanesque Spanish figures, so different insofar as 
expressiveness is concerned from those painted 
elsewhere in Europe. 

All the painting of the seventeenth century -the 
Spanish Siglo de Oro- is characterized by a great 
asceticism in color and by the effort of the artist to 
contrast lights and shades, with extraordianry 
chromatic expressiveness. Even in the brilliant 
eighteeenth century, we find a Goya who imbues his 
subjects with a great pathos: pause for a moment and 
remember his famous "dark paintings" as a fortunate 
premonition of a future non-formal art with its own 
singular characteristics. 


Impressionism too, with all its power of light and 
color, will find our artists, with what almost amounts 
to disdain for aesthetic dogma, accentuating in their 
paintings the dramatic tones, as a counterpoint and a 
special characteristic of a personel conception of life. 
Nonell, Sorolla, Casas, Fortuny, Rusinol, etc. can serve 
as examples. 

When, at the end of the nineteenth century, a 
crack can be seen in the artistic unity; when the 
subject becomes peripheral and only the personal 
vision is central; when not one but several concrete 
tendencies are in vogue; this is the moment when 
cultural restlessness is born in the young creator. 

None of this is foreign to our painters who attentively 
follow the new aesthetic movements where they will 
find sufficient motives to amply satisfy their desires for 
renovation and experimentation. 

Today we can see that in these past 50 years our 
artists have traveled, with positive results, a road 
strewn with idealistic experiences which oblige us to 
judge and evaluate their labor with an eclectic spirit. 
Philosophically, eclecticism is the concert of 
heterogeneous elements, doctrines and ideas which, 
though forming a mosaic with varying dogmatic 
crystalizations, reveals differences, at times in open 
opposition, which possess in themselves the value of a 
generational movement. This enables us to judge them 
and place them within their historical perspective, 
giving them their just importance. 

This eclecticism has been a fundamental criterion 
in the selection of the present works. 

Figurativism, in its most ample form, is represented 
here by the works of ARTIGAU, ARRANZ-BRAVO, 
BARTOLOZZI, CARCELES, CUASANTE, MONTOYA, 
POSADA, TRANCHE and YBANEZ. 

ARTIGAU, with his burlesque characters, offers 
precise satire with social overtones. 
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ARRANZ-BRAVO creats a new image where the 
protagonist is the counter-figure of himself. 

BARTOLOZZI utilizes a surrealistic concept of 
imagery based on the domination of light and color. 

CARCELES works in fantastic figuration enriched 
with wise tones of incredible results and delicate 
lyricism. 

CUASANTE, immersed in the new reality of day to 
day life, captures it with nearly photographic precision, 
humanized by the virtue of well-worked material. 

The paintings of MONTOYA form a part of the new 
surrealistic currents, with certain fantastic intent, due 
to the special vibration which dominates the work, in 
that interplay of the real and the unreal. 

POSADA cleanly and sincerely satirizes present- 
day society, in accord with the vision of his as yet 
young eyes. 

The explosive forms of TRANCHE make up a 
singular universe, in which the rhythm of the color 
is the preponderant protagonist. 

The apparent chaos caused by the figuration of 
YBANEZ, with his objects strewn throughout the 
framework of the work, acquires a perfect balance 
when considering the unity of his expressiveness 
which has an authentically dynamic dimension. 

If, as we have stated earlier. Expressionism has 
been the constant in all the history of Spanish art, it is 
no less certain that Impressionism also has and still 
does influence it, though naturally conditioned by 
factors of time and tastes. Thus there is an obligatory 
interest in a movement which seems to be reborn with 
a new language, as the logical consequence of the 
desire which today inspires many artists to return to 
easel painting. 


Examples of this current Impressionism, while 
having broken with some traditional molds yet still 
conserving its romantic spirit, can be found in the 
works of ORTUNO and ROSA TORRES, each with his 
own personality but with the common denominator of 
light, of that Mediterranean light common to both. 

As we proceed in the analysis of the artists whose 
work makes up this exhibition, we can note its plastic 
discourse, oriented towards areas where the rigor of 
the forms obeys different coordinates of expression. 
BRINKMANN is a singular example of that 
indetermination toward which the image travels until 
melting into a dreamy world of biological conventions, 
where objects and beings are mixed in the same 
universe of incredible fantasy. 

BAIXERAS and BERMEJO reflect a tendency 
toward a necessary figurative transition which takes 
us to a type of neo-figuration. 

The constructivist experiences of GERARDO 
DELGADO are done with an extreme sobriety of colors 
which decisively influence the rigor of spaces 
constructed with balanced geometry. 

This sample of young Spanish art closes with the 
experiences of AMAT with new materials used in 
plastic expression. In them we find an entire symbiosis 
of aesthetic emotions, where the shades of color play 
a decisive role, as does the use of the most diverse 
materials and objects, creating textures of great 
plasticity. 


Luis GONZALEZ-ROBLES 
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AMAT 

Frederic Amat (1952) 


1. "DRESS, 1" 

mixed technique, canvas, red. 

1 70 x 65 cm. 

2. "DRESS, 8" 
mixed on wood 
200 x 11 3 cm. 

3. "SPIRAL MARTA" 
mixed technique 
200 x 11 3 cm. 

4. "CEREMONIAL INSTRUMENT, N.° 3" 
mixed technique 

269 x 49 cm. 

5. "CEREMONIAL INSTRUMENT, N.° 6" 
mixed technique 

261 x 31 cm. 

6. "CEREMONIAL INSTRUMENT, N.° 2" 
mixed technique 

261 x 32 cm. 

7. "CEREMONIAL INSTRUMENT, N.° 5" 
mixed technique 

234 x 19 cm. 

8. "CEREMONIAL INSTRUMENT, N.° 10" 
mixed technique 

260 x 26 cm. 

9. "CEREMONIAL INSTRUMENT, N.° 7" 
mixed technique 

245 x 27 cm. 

10. "THREE" 1981 
handmade paper 
160 x 115 cm. 

11. "RED CURTAIN" 1981 
paper and mixed technique 
1 60 x 230 cm. 

12. "UNTITLED" 1981 
paper pulp, mixed. 

1 28 x 1 78 cm. 


In my entire artistic trajectory there exists a 
Mediterranean constant. I endeavor to make every color 
express itself. I use this language to guide the concept of 
the work, and never as pure decoration. The chromatic 
experience becomes one of knowledge and expression. 

The concept is at the center of my work. Incorporating 
objects is like incorporating life itself into the work. I feel 
that creation is the transformation of the code of reality 
into a more authentic reality. In other words, I conceive of 
art as the object of thought and knowledge. 

At times we must make contact with another skin in 
order to identify our own. 

Frederic Amat. 
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ARTIGAU 

Francesc Artigau (1940) 


13. "URBAN PANORAMA" 1980 
mixed technique on wood 
172 x 197 cm. 

14. "THE STREET, I" 1980 
dark red pencil on wood 
172 x 197 cm. 

15. "THE STREET, II" 1980 
oil on wood 

172 x 197 cm. 

16. "THE STREET, III" 1980 
oil on wood 

172 x 197 cm. 

17. "THE STREET, IV" 1980 
oil on wood 

172 x 197 cm. 


I would hope that the five paintings of my series 
"The Street" would need no special explanation and 
that mere contemplation would suffice. 

Yet I would like to say that they are a tribute of 
love to my city of Barcelona. They are a portrait of the 
perceptions gathered by my senses in my daily living 
and involvement with Barcelona; an involvement 
which increases my understanding through what I call 
its temperature. 

For me, my city is all cities, just as it is with all 
those in love with urban life. 

Artigau 
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ARRANZ-BRAVO 

Eduardo Arranz-Bravo (1941) 


1 8. "ZUMERA AVEC CABALL" 1 978 
oil on canvas 
1 97 x 1 32 cm. 

19. "ULL ULTIM" 1980 
oil on canvas 

1 97 x 1 61 cm. 

20. "ES NALOS" (diptych) 1980 
oil on canvas 

196 x 1 98 cm. 

21. "WOMAN AND DOG" 1980 
oil on canvas 

1 62 x 197 cm. 

22. "RICORD LLUCH-ALCAR" 1980 
oil on canvas 

1 61,5 x 1 97 cm. 


These works being shown now in the United States 
were painted for two exhibitions, together with 
Bartolozzi, in two of the greatest and most beautiful 
Gothic halls of Barcelona (the Salon del Tinell) and 
Mallorca (the Lonja). The contrast was brutally 
amusing. 

Some of these works have represented Spain in 
the XL Biennial of Venice. 

Now it is your turn. 

Arranz-Bravo 
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BAIXERAS 

Rafael Baixeras (1947) 


23. “A FISH IN ALGAE” 1980 
mixed technique 

226 x 1 55 cm. 

24. "BLUE BLACKBIRD” 1980 
mixed technique 

226 x 1 55 cm. 

25. "THE SUNRISE BOAT” 1980 
mixed technique 

226 x 155 cm. 

26. "WELL MOM” 1980 
mixed technique 
226 x 155 cm. 

27. "THE ORANGE FISH BOWL” 1980 
mixed technique 

226 x 155 cm. 

28. "THE SCLASE COLORED FISH BOWL” 1 980 
mixed technique 

226 x 155 cm. 


Rafael Baixeras was born in La Puebla del 
Caramihal (La Coruna) on 19 November, 1947. 
Presently he is professor of drawing at the School of 
Applied Arts and Crafts of Segovia, his place of 
residence. He received his Licentiate in Fine Arts from 
the School of Fine Arts of Madrid. He is also an art 
critic and an industrial designer. 

Starting in 1975, he reconsidered all of his 
previous work and began anew, "starting from zero”. 
To "start from zero” is to restart the learning of 
painting from its most basic elements, be they purely 
plastic or conceptual. Nevertheless this new beginning 
does not imply the elimination of history, but rather a 
considerable help stemming from the knowledge of the 
great masters who knew how to be above 
chronological time. He has represented Spain in 
numerous exhibitions such as the XIV Biennial of Sao 
Paulo and the XI Biennial of Paris. 
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BARTOLOZZI 

Rafael Bartolozzi (1943) 


29. "SELF-PORTRAIT, UNDERSHIRT, GARDEN" 
1976 

oil on canvas 

164.5 x 1 32 cm. 

30. "MARGODI LANDSCAPE" 1978 
oil on canvas 

115.5 x 197 cm. 

31. "MALLORCA BY NIGHT" 1980 
oil on canvas 

202 x 202 cm. 

32. "OLIVE'S HOUSE" 1980 
oil on canvas 

1 62 x 197 cm. 

33. "LANDSCAPE OF THE OLDS WOODS" 1 980 
oil on canvas 

1 67 x 197 cm. 


The painter Arranz-Bravo and I, while each 
adhering to his own individual criteria, have worked 
together since 1967 on a type of summa. We have 
endeavored to create an image of strong vitalism 
through numerous artistic experiences in just about 
every field, buildings totally painted on the outside; 
editions of books, multiples, posters; more than 200 
engravings and innumerable shows together, whose 
theme was almost always chosen jointly. In many of 
these, apart from the chemically pure pictorial values, 
a certain air of spectacle and especially of vitalism 
predominated. 

I believe that experimentation in this complex and 
exciting or neurotic field of painting, when it really 
happens, always leads to a strange sort of sensation 
which evidentally has no verbal and much less written 
explanation. 

For the time being, this double adventure of shared 
vitalism and search is the only thing clear about my 
work. 

Bartolozzi 
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BERMEJO 

Fernando Bermejo (1949) 


34. 'THE GARDEN OF USUNARE" (polyptych) 
1980 

paints on stucco 
200 x 200 cm. 

35. "TREES" (diptych) 1980 
paints on stucco 

200 x 100 cm. 

36. "RUSHES"1980 
paints on stucco 
200 x 200 cm. 


The city and its contents: persons, buildings, 
vegetation, etc., has been and is the subject which 
most motivates me in my work. 

Before 1977 my work was based on clear and 
direct construction. It was sufficient to confront pieces 
for a few seconds; understanding was rapid and the 
message direct. My work was realistic. 

At this moment I would not be pleased if a new 
work of mine were to have too many connotations 
with previous work; nor be included within a defined 
style, always used to "identify" an artist. Each work to 
be done must be something distinct from all that has 
preceded it. The repetitive continuation of a work 
seems to me to reveal a lack of experimentation and, 
especially, of honesty. 

I attach a great importance to the mobile image via 
the video screen. Of course painting will always exist, 
but now video, accompanied by any fixed image, must 
be a primary instrument of work. 

Fernando Bermejo 
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BRINKMANN 

Enrique Brinkmann (1938) 

37. "GREAT CONNECTED HEAD" 1978 
oil on wood 

171.5 x 139,5 cm. 

38. "INDIVIDUAL IN THE BACK ROOM" 1979 
oil on board 

174.5 x 224,5 cm. 

>' 

39. "WHITES AND SMOKES" 1979 
oil on wood 

1 55,5 x 188,5 cm. 

40. "HORN INDIVIDUAL" 1979 
oil on board 

225.5 x 1 68,5 cm. 

41. "LAURA'S GAMES" 1979 
oil on board 

1 54,5 x 1 86,5 cm. 

42. "SOUPS FOR THE PARALYTIC" 1979 
oil on board 

170.5 x 1 38,5 cm. 

43. "VERMIN" 1979-80 
oil on board 

186.5 x 1 54,5 cm. 

44. "UNTITLED" 1980 
oil on board 

170.5 x 1 38,5 cm. 

45. "UNTITLED" 1980 
oil on board 

1 54,5 x 1 86,5 cm. 


When I begin a painting I never have a concrete 
idea of what I am going to paint. I am aware of the 
road to follow and the adequate treatment to give so 
that, starting from abstract forms, the painting will 
ultimately take on a figurative or an abstract form. 
Actually, being figurative or abstract does not really 
matter to me. What I am interested in is the plastic 
impact and the density of its language, capable of 
transmitting an emotion which, for me, must be 
profound. 

When figuration might be the result of some 
personal obsession of mine, I tend to use irony as a 
defense against excessive grandiloquence. Unlike 
poetry, literature or music which can play with the 
time element, painting must say what it must in a 
matter of seconds. This is why I am aware of the 
almost magical character which each painting must 
have in order to catch the spectator's attention and 
demand a careful and intemporal observation on his 
part. 

Enrique Brinkmann 
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CARCELES 

Juan F. Carceles (1952) 


46. "ALMOST WITH FREEDOM" 
oil on board 

74 x 113 cm. 

47. "UNDOING CREATION" 
oil on board 

83 x 1 27 cm. 

48. "LIKE AN INNER FIRE" 
oil on board 

102.5 x 142,5 cm. 

49. "ALONE WITH SILENCE" 
oil on board 

138 x 97 cm. 

50. "DIALOGUE WITH THE WIND" 
oil on board 

126.5 x 167 cm. 

51. "THE SKIN OF THE WIND" 
oil on board 

138 x 98 cm. 


My pictorial creation is the result of a constant 
search for the human being, which is perhaps the 
reason why the human figure tends to predominate in 
it as an element of composition. The white surface of 
each new canvas acts upon me as a sort of mirror 
whose surface reflects my own questions about the 
large and small problems before each man. Yet my 
painting does not offer the expected answers; that is 
the job of the spectator. In this way he becomes the 
co-author of each of my paintings, able to rework 
them in his own way and reach his own conclusions. 

My painting is, thus, more intuitive than 
descriptive. It attempts to awaken the fantasy of the 
person contemplating it; inviting him to be the central 
character in the scene portrayed or, better, insinuated. 

It is intimate painting which aspires to penetrate 
the intimacy of he who contemplates it. 

Juan F. Carceles 
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CUASANTE 

Jose Marla Cuasante (1944) 


52. "MOTORCART (TRUCK DRIVERS)" 
oil on canvas 

11 6 x 148 cm. 

53. "TOURISTS IN PARIS" 
oil on canvas 

99 x 99 cm. 

54. "ACTUACIO CONCERT" 
colored pencils 

99 x 1 32 cm. 

55. "GYPSIES" 
colored pencils 
99 x 1 32 cm. 

56. "THE TOW-TRUCK" 
oil on canvas 

11 5 x 149 cm. 

57. "UNLOADING VEGETABLES" 
colored pencils 

1 22 x 98 cm. 


Before finishing my studies in Fine Arts, I was used 
to seeing in art a progressive series of formal 
advances, either towards a greater realism or towards 
a purification in favor of exclusively plastic elements. 
Towards the end of the 60's I was impressed by 
iconography and thematic repetories without ever 
taking a concrete position with respect to the need to 
express certain special meanings. I also discovered 
pop art. At the same time I became interested in the 
mechanism and processes of the visual perception of 
objects and in photography. Then I wished my eye 
were like a photographic lens to take in all that was 
within my vision. I even needed a camera to 
immobilize certain instants. The artistic reply which 
arose was intentionally tautological. All lyrical and 
subjective consideration which might arise from my 
work are beyond any purpose on my part and solely 
should be related to the use of materials and with 
their characteristics. 

Jose Maria Cuasante 
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DELGADO 

Gerardo Delgado (1942) 


58. "REF. 5221" 1980 
mixed technique 
191 x 165 cm. 

59. "REF. 5220" 1980 
mixed technique 
191 x 1 65 cm. 

60. "REF. 5218" 1980 
mixed technique 
191 x 165 cm. 

61. "REF. 5202" 1980 
mixed technique 
191 x 1 65 cm. 


My painting could be placed in the category of 
what I call "antiformal-counterspace". Though it starts 
with forms, these are neither proportioned nor 
composed. My works are filled with brusque 
imbalances. They are always lateral linkages and 
juxtapositions of formally independent panels. This 
formal clash is accentuated by opposite treatments: 
Dyed material / painted material 
Transparent color / opaque color 
Controlled sign / gestural sign 
Flat space / deep space 
Soft edge / hard edge 
Smooth surface / corrugated surface 
All this is to achieve a voluntarily ambiguous, 
antiformal space, about which I have written these 
notes. 

Gerardo Delgado 
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MONTOYA 

Mon Montoya (1947) 


62. "BUFO BUFO IN AUTUMN" 1980 
mixed technique 

201 x 1 78 cm. 

63. "LYRIC BUFO BUFO" 1980 
mixed technique 

201 x 1 78 cm. 

64. "BUFO BUFO IN SUMMER" 1980 
mixed technique 

201 x 1 78 cm. 

65. "DESTROYER BUFO BUFO" 1980 
mixed technique 

201 x 178 cm. 

66. "BUFO BUFO'S PARK" 1980 
mixed technique 

201 x 178 cm. 

67. "ARRIVE AT BUFO BUFO" 1980 
mixed technique 

201 x 178 cm. 


In 1966 Montoya began his studies in the School 
of Applied Arts and Crafts in Madrid. 

In 1969 he studied in the Centro Scolastico per le 
Industrie Artistique in Lugano (Italy). Fie entered the 
School of Fine Arts of San Fernando in Madrid. During 
this period, the plastic orientation of his work was 
academic. In 1975 he began the series "Characters in 
my history", which marks the thrust and form of his 
plastic identity: lack of color, structural framework of 
his work, etc. In 1977, in collaboration with Baixeras, 
he built, for the XIV International Biennial of Art of 
Sao Paulo (Brasil), the plastic group called "History of 
an imaginary landscape". In it, the component 
elements lose their literal meaning and lead to an 
intuitive analysis which conserves their synthetic and 
syncretic nature. For the XI Biennial of Paris he is 
preparing another similar group. Since 1979, color has 
veritably exploded into his work. 

In this line he has made numerous Series, where 
the idealized atmosphere is inhabited by batrachians 
and where the greatest focus is on the simplification 
of plastic elements imbued with ironic overtones. 
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ORTUNO 

Robert Ortuno (1953) 


68. "PAINTING, I" 1978 
oil on canvas 
131,5 x 131,5 

69. "PAINTING, II" 1978 
oil on canvas 

147 x 98 cm. 

70. "PAINTING, III" 1979 
oil on canvas 

1 63,5 x 1 31,5 cm. 

71. "PAINTING, IV" 1980 
oil on canvas 

131,5 x 131,5 cm. 

72. "PAINTING, V" 1980 
oil on canvas 

101 x 101 cm. 

73. "PAINTING, VI" 1981 
oil on canvas 

197 x 131,5 cm. 


Analyzing the development of my work, I am aware 
that each step taken has corresponded to an emotional 
state which determines a position, a "universal order", 
a subconscious desire to affirm or deny. This concept 
of "order", rooted in an ethic, is as direct and 
changing as the ethic; just as my work is with respect 
to the ethic from whence it is born. 

The sensual fact of pressing a tube of paint, of 
applying and guiding a brush, of contemplating a table 
upon which there lie many paints, is the erotic 
medium of a rational situation. The totality of 
situations, blues, moments, whites, pauses, reds and 
silences, surround and form the fact itself of the 
pleasure of painting. 

Thus, it is difficult for me to not repaint-reconstruct 
a work (in fact we always make and correct the same 
work though at times on different surfaces); just as it 
is difficult not to conjure up the metaphysical fact of a 
work of art. 

Ortuno 
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POSADA 

Antonio Posada (1952) 


74. "DANCE ROOM" 1980 
oil on canvas 

102 x 83 cm. 

75. "STREET CROSSINGS" 1980 
oil on canvas 

99 x 1 32 cm. 

76. "BOAT RIDE AT 8 P.M." 1 980 
oil on canvas 

99 x 1 32 cm. 

77. "PURSUIT AND HUNT OF TUBULARS" 1 980 
oil on canvas 

102 x 83 cm. 

78. "THE FALSE GIRLFRIEND" 1980 
oil on canvas 

102 x 83 cm. 

79. "THE TRIANGLE OF THE CARTOGRAPHER" 
1980 

oil on canvas 

83 x 102 cm. 

80. "PROVINCIAL STREET" 1981 
oil on canvas 

102 x 83 cm. 

81. "INTIMATE COLLECTIVE" 1981 
oil on canvas 

84 x 118 cm. 


In Cuenca; a town of stone, angles of broken sun, 
immense nights. In an old white room, three balconies 
send me light with the force of a hammer. In the silent 
studio, the canvasses regard me with an eye of color, of 
challenge, of arterial lines. 

Timid beings, dusty masks, limbs of colors stroll 
through the wardrobes, the refrigerators, wherever a guilt 
complex persists. 

Space demands the form from you; the line of 
charcoal, of ephemeral velvet. 

To see, to look, to look attentively; to see up close and 
between the water and the pigment; and from afar; to look 
at the light and the shade from above; the exact value and 
rigidity of an unequal order. 

We speak of paintings, though it would be preferable to 
speak with them; seeing is not enough. They will surely 
tell us something, something alive. 

Painting is a demanding and difficult lover, yet most 
wise in giving pleasure. 

Antonio Posada 
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TORRES 

Rosa Torres 


82. "SEVEN GARDENS, I" 1980 
acrylic on canvas 

131 x 111 cm. 

83. "SEVEN GARDENS, II" 1980 
acrylic on canvas 

131 x 111 cm. 

84. "SEVEN GARDENS, III" 1980 
acrylic on canvas 

131 x 111 cm. 

85. "SEVEN GARDENS, IV" 1980 
acrylic on canvas 

130 x 180 cm. 

86. "SEVEN GARDENS, V" 1980 
acrylic on canvas 

1 50 x 180 cm. 

87. "SEVEN GARDENS, VI" 1981 
acrylic on canvas 

131 x 111 cm. 

88. "SEVEN GARDENS, VII" 1981 
acrylic on canvas 

131 x 111 cm. 


The subject of landscape in my paintings has but a 
relative importance. My real interest lies in the 
pictorial language itself, in the study of the different 
formal elements that integrate it: spots, pen-strokes, 
brush-strokes. 

Its study, analysis and form of representation are 
the most important factors. 

These works are carefully elaborated, though at 
first glance they may seem improvised and 
spontaneous. 

The process of the painting is not direct, but rather 
is doubly manipulated. When I select a given image, I 
sketch it in small cartoons, until I find one whose 
characteristics make it adapt to my idea. Later I 
enlarge it by reproducing it on canvas in a manner 
which is more or less faithful to the model. 

In fact, in my work I attempt to make the language 
itself of painting evident by intentionally using its own 
codes. 

Rosa Torres 


60 


















TRANCHE 

Esteban Tranche (1944) 


89. 'THE SUTHERLAND CASE" 1980 
acrylic on canvas 

180 x 195 cm. 

90. "NOCTURNE" 1980 
acrylic on canvas 

180 x 195 cm. 

91. "INDIVIDUAL AND BIRD" 1981 
acrylic on canvas 

180 x 195 cm. 

92. "AERIAL" 1981 
acrylic on canvas 
1 95 x 140 cm. 

93. "EXPLODED" 1981 
acrylic on canvas 

195 x 130 cm. 


Since my academic training I have analyzed forms 
in an attempt to change them into graphic characters 
which were sufficiently expressive in themselves. I 
would be able to "narrate" suggestions and 
experiences of the outside and inside world through 
the syntactic ordering of these characters and a 
symbolic-intuitive use of color. 

Through painting, I attempt to carry out a reflexive 
analysis of my surroundings. 

I believe that my work is very autobiographical and 
is more cerebral than spontaneous, more deductive 
than automatic. 

Painting is a source of formation and pleasure for 
me. 

Esteban Tranche 
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YBANEZ 

Miguel Ybanez (1 946) 


94. “HORIZONTAL EMBLEMS OF THE DAILY 
REPRESSOR" 1980 

oil on canvas 

170 x 190 cm. 

95. "HANGING AND SHADED ORDER 
WITHOUT SMELL, WITHOUT PLACE" 1980 
oil on canvas 

184 x 166 cm. 

96. "CASUAL AND UNCERTAIN, LEAVING A 
COMFORTABLE AIR" 1980 

oil on canvas 

171 x 190 cm. 

97. "THE CONSTANT LATERAL SLIDE RAISED 
NEW POSITIONS" (diptych) 1981 

oil on canvas 
266 x 120 cm. 

98. "WITH CONFUSION, THE SUCCESSIVE 
BLACK LINES CAME TO REST" (triptych) 
1981 

oil on canvas 
140 x 31 5 cm. 


I conceive the contrast and an anonymous 
background; I concretize the description of the daily, 
tortuous story which never has witnesses. It is a 
symbolic irreality, rapid and fleeting, where the 
questions arise without answers. The chronicle, 
realistic plastic representation and reading, in the 
purest abstract sense, reveal opposing encounters and 
attitudes which deform our communication. 

For me, detail only begets detail. On the other 
hand, desolation without language is aesthetic depth, 
where I can observe color and the emotional charge 
which is daily hidden. The stars are tools; utensils, 
instruments of escape. Distances are questions, and 
the geography of their surfaces, their character. All of 
it gesticulates and turns, coinciding with a space filled 
with erring and dislocated functions, where simply 
being present influences and molests. 

Margins as an escape and forgotten angles are for 
me an extreme reality where I feel silence. 

Miguel Ybanez 
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